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PREFACE. 



This is> as the Title implies, ^n 
Elementary Work, not treating of Coun- 
terpoint, Rhythm, &c., and is only in- 
tended to enable the Student to under- 
stand and accompany figured Bases^ 
which is indeed as far as many wish to 
proceed. 

The Author has endeavoured to render 
the Explanations in this little Work as 
simple as possible; and in order to save 
the time of the Master, as well as to 
impress them on the mind of the Student, 
has accompanied the Explanation of each 
Chord with progressive Exercises ; which 
plan, if not new, he hopes will be found 
useful. 

The Exercises are not offered as spe- 
cimens of Composition, being merely 
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Vr PRSFACE. 

calculated to introduce the Chords as 
they are explained, while, for the sake of 
Practice, the Modulations are frequently 
made very abrupt. Besides those which 
are inserted, the Pupil will find it a very 
excellent Exercise at different periods of 
his study, to accompany the Scale in 
various keys, sometimes taking it for a 
Melody and sometimes for a Base. An 
Exercise may also be copied without the 
Figures, and the Chords changed; or 
Discords by Suspension inserted to the 
Chosds already marked. This, however, 
n^ust be done at the discretion of the 
Master, whose judgment necessarily di- 
rects a mode of instruction suited to the 
capacity of his Pupil, and whose expe- 
rience may dictate to one individual, a 
course which may be inexpedient for 
another* 
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INTRODUCTION. 

THE Pupils who intend to study this Book, 
should first be well acquainted with the contents 
of the Piano-Forte Primer; particularly with 
the Major and Minor Third, Perfect Fifth, and 
Leading-note of every Key: also with the for- 
mation and connexion of the Scales; bearing in 
mind, that the Scales of the Dominant* and Sub- 
dominantf of any Key, may be formed by mak- 
ing a Tetrachord above and below the original 
Scale, each Tetrachord I being, of course, sepa-^ 
rated by the Tone of Disjunction; for example, 

* The Fifth above, 
t The Fifth below. 
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Give as £&wipk ia tlte Kty of* - 

* Here name anyone in the onler of Keys with Shar|i!t 
or Flats at the Signature, not beyond C jJL which has 
wren Sharps, or C \), which has Kven Flats. The Pu[iil, 
i\t> doubt, is awiire, that beyond these, double Sharps or 
Flats would be requiule, and although they are fre- 
quently used in the course of ModulHtion, they are never 
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OF INTERVALS- 

There arq twp mode^ of reckoning Intervals; 
tlie ope is^ to couat the number of Sounds ; the 
other, to count the number of Semitones: the 
following explaoRtmi^ it 19 b^jped, will enable 
the Student to ufidgrstand botk. ipethods. 

An Inteicval^ is the distance or difference 
betujeen two SoyNPs. 

The 3m£iUest Interval upon the Piano-Forte, 
(to which instrument all th^ explanations in this 
book relate) is a SEMirpNE, or half a Tone. 

Each Key of t^ PlhllD^or|i|^ : is a Semitone 
from that which is next to it, . frhether it be a 

white Key pr a black one* 

A Semitone is called Chromatic, when it ae- 
tains its name and degree upon the Staff» as Q, 

placed at the Signature, for tbi^ reason; all thoie Keys 
wliidi require tliem^ are called by different names : thus, 
thtKeyofAJt) which would require ten Sharps, (three 
double and four single)^ i» called B \f, and has two Flats; 
the Key of fiA would require |welve Sbarps-^is called 

the Key of Cy wliich has neither Flats nor Sharps; and 
tlie same is to be observed of s^ll those l^eys beyond C ^ 

orC\f. 

b2 
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A Semitone is called Diatonic, when it changes 
its name and degree upon the Staffs as C, D bi &c* 

All Intervals are called according to the num- 
ber of letters, or degrees of the Staff, thus 




is not called a Second (although it is the second 
sound of the Chromatic Scale) because both 
sounds are called C, and are upon the same de* 
gree of the Staff; but 




is called a Second, because it is the second 
letter of the^'IDiatonic Scale, and b upon the 
jiext degree of the Staff. 

Those Intervals which have no other designa- 
tion than a nmvher applied to them, are to be 
Sharp, Flat, or Natural, according to the Scale 
which b under consideration! for example, in 
the Key ofC^ the second of the Scale is D, the 
third of the Scale b £, &c.; but in the Key of 
Ey the second of the Scale is F^ the third of 
the Scale is Gjjjl, &c. Thb rule also holds 
good, when Intervals are reckoned to other parts 
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of the S|Qa1e> as well as the Tonic ; thus in the 
Key of C^ the tUitti of D, is F; but in the Key 
o/G, the third of D, i^F||ji. 

Those Intervals which have Accidentals pre- 
fixed to them, must be raised or lowered from 
their orig ini»l plaees in the Sciile/ 

To prove whether any Interval be Major or 
Minor, it is necessary to reckon all the intame- 
jdiate Sounds (viz. every Sound of the Chromatic 
Scale). If the number pf Sounds be counted, it 
will be one greater than the number of Semi" 
tones ; thus, in reckoning from A, to C ||||, the 
number of Sounds (fit tile Cbroq^atic Scale) \\ 
Five, although Cjjj is only Four Semitones 
from A. 
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It must be reckoned thus, ^om A, to A^, isone 
Semitone, to B two, to C three^ ^o C |||| four. 

Thirds, Fifths, and Leading-Notes, being the 
only Intervals which it was necessary to explain 
in the Piano-Forte Primer, the Author now re- 
commends to the perusal of the Pupil the fol«* 
lowing 

TABLE OF INTERVALS. 

Previous to which, it may be necessary to 
explain 

An Unison, 




which signifies 
the same Sound 
produced upon 
two or more In- 
struments. An 



Unison is not an Interval, for it must be remem^ 
bered, that an Interval is the difference between 
two Sounds, 



The 2d Sound 
of the Chro* 
matic Scale is, 



A Chromatic,' 

or Minor 

Semitone. 




This is one Se- 
mitone from 
the Note 
named. 
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The 2d Sound 
is also called 



The 3d Sound 
of the Chro- 
matic Scale 



IS 



The 4th Sound 
of the Chro- 
matic Scale 



IS 



Tlie 4th Sound 
is also called 



The 5th Sound 
is 



A Diatonic^or 
Major Semi- 
tone*. 



One Semitone 
from the Note 
named. 




A Tone, or '\TwoSemitones( 
Second. I from the Note 
j^ U^ Y named. 




A Sharp "^ Three Semi- 
Second, r tones from the 
I V Note named. 

A Minor. '\ Three Semi- 
Third, r tones from the 
y Note named. 

Four Semi- 
tones from the 
Note named. 




* It is to be observed, that altho^h the same Keys of 
the Piano-Forte, and other Keyed IttstrumentSi are used 
for C jt and D [}, &c. &c. it is not the case with Instru* 

ments in general. 
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The 6t}i Sound f \ Fourth . ") Fi ve Semitones 

( from the Note 
4 named. 



IS 




The 7th Sound 
is 



h Sharp 

Fourth, or 

Triton, (three 

Tones). 



Six Semitoneiy 
from the Note 
named. 




The 7th Sound 
is also called 



An Imperfect 
Fifth. 




Six Semitones 
from the Note 
named. 



The 8th Sound 
is 



A Fifth. 




Seven Semi« 
tones from the 
Note named. 



The 9th Sound r A Minor Sixth. "^ Eight Semi- 
is - I ' Q ' ' ' ' t V tonesfromthe 

^Tote named. 



The 10th 
. Sound 



A Sixth. 



I r A Nxtli. -J 



Nine Semi- 
tones from the 
Note named. 
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The 11th 
Sound is 



The 11th 
Sound is also 
called 



The 12th 
Sound is 



The 13th 
Sound is 



The 14th 

Sound is 



The 15th 
Sound is 



An Extreme *\ Ten Semitones 
Sharp Sixth. I from the Note 

V named. 

A Minor Se- '\ Ten Semitones 
venth. / from the Note 
> named* 





A Sharp Se- 
venth^ or 
Leading NoteJ 




An Octave. 




A Flat Ninth. 




A Ninth. 




Eleven Semi^ 
tones from the 
Note named.. 



Twelve Semi- 
tones from the 
Note named. 



Thirteen Se- 
mitones from 
the Note 
named. 

Fourteen Se- 
mitones from 
the Note 
named. 
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The forefoing wit all Simfl^ Intervals; 
that is to say^ the 3ounds ar« exsictly at the dis- 
tance from each othcxwhlcfc their names de- 
scribe. No Interviil iti rmr t«<ckoned beyond a 
Ninth, as the terms T(?ntA^ Eleventh, Twey'th, 
&c. which were formerly apph'ed to the Octave 
above t{ie Thirds Fenrih, Fifih^ &c. are no 
longer made use of>. for they are a repetition of 
the former Sounds, and Are only distinguished 
by. the naqie of Compound Intervals. For 
exattiplf , uny £ m called the Tblrd, any F the 
Fooith^ orany G the Fifth of C^ however dis- 
tant they may bf 'ft»ni «aeb «||d»ef^ 

'. '.. .. ,' ..'...\' ' . 

dd. 4th. 5tli. 




timmf 



ir ' r II 
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Simple Intervals. Cdoapound Intervals. 

It ^ 



OF THE INVERSION OF INTERVALS. 

•The inversion of imq^ Interval ^gniGes, either 
putting the highest Note ao Q(3|ave lower, or 
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the lowest Note an OoUire higher, while the 
other remains in its original place; 

The ensiest method of knomng what any in- 
terral will become when inverted, is . to a4d as 
inucfa to the number by which it k called, as 
will make op A/ine;-<*4lie dtlftrellce will grre )he 
name of the Intervnl when idTarttd* Thus an 
Unison (which is represented by the atober 
One) will, being itiirened, beeonse an Eigilth ; 
a Second will become a Seventh i a Third wHI 
become a Sixth, &c. &c. For examples 

Unison. 8ve. 2d. 7th. 3d. 6th. 4th, 5th. 




DC 



o: 



Oc 



33 



ca^o 



^ 



5th. 4th. 6th. 3d. 7th. 2d. 



Sve. Unison. 



O: 



T^rDTogg: 



o oa 



©=^ 



OF THOROUGH-BASE. 

A Melody is a succession of single sounds : 
for example, any thing that can be sung by one 
voice, is a Melody. Two, or more different 
Sounds heard at one time, are called Harmony. 
These sounds are derived from what is termed 
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the RooT^ the Radical, or Fundamental 
Base. But as it would be monotonous to use 
none but Radical Bases, other Bases, derived 
from them, are frequently usefl. The relation of 
the Accompaniment to these derived Bases, is 
expressed by Figures placed over or under the 
Base, and a knowledge of the Sounds implied 
by these Figures, constitutes a knowledge of 
Harmony, or Thorough^Base. 
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CHAP. L 



OF THE COMMON CHORD. 



Of bow many Sounds does a Common Chord, or 
Triad consist? 

Three j viz. a Base Note^ with its Third and 
Fifth. 

Name the Notes which form the Common Chord of 
A; of B, C, D, E, F, G. 

Is not the Octave to the Base generaUy added? 

Yes. 

In how many positions can the Common Chord be 
taken ? 

Three; for example, 
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What is the difference between a Major Chord and a 
Minor Chord? 

The difference is in the Third; for example, 
if the Third be Major^ it is a Major Chord, if 
the Third be Minor^ it is a Minor Chord ; the 
Fifth in both cases must be perfect. 

Write Major Chords in three positions to Exercise I ; 
mark each Intenral with a figure, as in the foregoing. 
Example. 

Write Minor Chords in three positions to Exercise I. 

As the Octave to the Base is generally added, may 
either of the other rounds be doubled ? 

Yes, for instance, in the Chord of C, as many 
Cs, £s, and Gs may be taken as the Performer 
chooses. 




As the Common Chord maybe taken iihlhree po^ons, 
is the Performer at liberty to take which he pleases? 

If a Melody be ^ren (as in Exercise II), he 
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must Dot write any thing above it; but if there 
be no Melody given, he may take the Chords in 
whatever position he thinks will produce the best 
effect. 

Wliat are the Progressions to be avoidedy in writing or 
playing Chords? 

Making consecutive Fifths or Octaves ; that 
is to say, one pjut must not move in Fifths or 
Octaves with another: the Progression therefore 
of each Note must be considered. The follow* 
ing Example is in four parts; and must be 
analyzed in this way : 




The fii^st part, or Melody, is B, C; the second part 
G, A; consequently here are consecutive Oc- 
taves with the Base ; and the third part is D, E; 
these are consecutive Fifths with the Base. 
These faults may be avoided by altering either 
the first or second Chord, but the following will 
serve as an example : 

g2 



16 CHAP* I. OF THE COMMON CHORD. 




The upper part is now B, C 3 the second part 
G, £; and the third part D^C; neither of 
which move in Fifths or Octaves with the Base, 
or either of the other parts'*. 

Write and play Common Chords to Exercise II. 

How is the Performer to decide, whether a Major or » 
Minor Chord is to be played? 

From the Signature ; for no Accidentals most 
be used unless they are expressed. Thus, in the 
Key of C, if the Scale be taken for a Base, the 
Tonic will have a Major Chord; the Second and 
the Third, Minor Chords ; the Fourth and Fifth, 
Major Chords; the Sixth, a Minor Chord, and 
the Seventh, or Leading Note, cannot have a 
Common Chord, as it bears an imperfect Fifth. 

* It 18 judged unnecessary to insert more Examples of 
Errors, as the Master will doubtless have opportunities 
enough of pointing them out, and showing the method of 
correcting them in the Exercises of the Pupils. 
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Q' " II " I I ^ 

When there is no Melody given, what are the best 
general rules to observe^ in writing or playing Chords to 
the Exercises? 

Generally to begin and end each Exercise , 
with the Octave of the Base at the top ; also, 
to move the Chords as little as possible, that is 

^ This Example is inserted, to show that a* Common Chord 
may be taken to every Note of the Scale, excepting the 
Seventh ; but the Chords must not be played in succession, 
as above written, on account of the consecutive Fifths and 
Octaves,, (which the Pupil should point out by way of 
Exercise). Add to this, the Chords follow each other in- 
harmoniously, as there is no Sound in one Chord which be- 
longs to the ne3§. — See Exercise 11^ in which this (excepting 
in one instance) is avoided. 

c3 
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to say, when there are any sounds in one Chord, 
which belong to the next, they should be re- 
tained, thus: 




&c. 



But it inust be remembered, that these rules are 
by no means invariable. 

Writ^ and play Exercises III, and IV. Point out 
which are Major, and which are Minor Chords, 



Ift 
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CHAP. II. 

OF THE TONIC, AND ITS ATTENDANT 

HARMONIES. 



What is meant by the Harmony of tlie Tonic ? 

It signifies the Common Chord of the Key 
Notei. 

What is meant by the Attendant Hanaonies I 

They are the the Common Chords of the Sub- 
dominant*, and Dominant ; thus the Attendant 
Harmonies of the Key of C, areF, andG. 




* It has been before shown, that the Fifth below, by inver- 
tion becomes the Fourth above ; therefore (although the word 
Subdominant literally means the Fifth below) the Pypil is 
advised for the future to consider the Subdominant as the 
Fourth^ and the Dominant the Fifth of the Tonic. 
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First make the Signature, then write and play the 
Chord of the Tonic and its Attendant HannonieSi to any, 
or all of the following Keys, as in the foregoing Example. 

C, G, D, A, E, B, F#, C#. 

c, F, Bb, Eb, Ab, Db, Gb, cb. 

As it appears that the Chords of the Tonic, Subdomi- 
nant, and Dominant, are all Major Chords, in a Major 
Key; are they all Minor Chords in a Minor Key? 

No; the Third in the Chord of the Domi- 
nant is made Major by an Accidental^ to form 
the leading Note of the Scale ; but the Chords^ 
of the Tonic and Subdominant are both Minor, 







^=*3: 






o: 



O: 



i 



Make the Signature of any, or all of the following 
Minor Keys, then write the Chords of the Tonic and its 
Attendant Harmonies, 

A, E, B, F#, Gjf, G#, D#, A#. 
A, r^ G, C, F, Bb, Eb, Ab. 



AND ITS ATTBNDANT HARMONIES. 
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It is to be remarked^ that every Note of the 
Scale may be found in the Chords of the Tonic 
and Attendant Hannonies; for example, in the 
Key of C, the Chord of the Tonic produces C, 
E3 G: The Chord of the Subdominant (viz. F), 
produces F, A^ C ; and the Chord of the Domi- 
nant (viz. G), produces G, B, D. These will be 
found to comprise the seven letters; but it will 
perhaps be more clearly understood by the fol- 
lowing Example, which consists of the Chords 
of C, F, and G : the white Notesjrfiaw that the 
Scale may be derived from these three -Roqts. 




Thus it appears that the First, Thirds, and 
Octave of the Scale, are derived from the Tonic; 
the Second and Seventh, from the Dominant ; 
the Fourth and Sixth from the Subdominant : 
the Fifth, (viz. G), it appears, may be either 
considered as derived from the Dominant or the 
Tonic, as it forms part of both Harmonies* If the 
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Scale be taken for a Melody^ and accompanied 
with these Uiree Common Chords^ it is better to 
consider the Fifth to be derived from the Tonic, 
as it prevents the harshness which arises from 
taking the Chord of G between two Chords of F, 
(see the Example) : care must also be taken, in 
putting the Chords to the Sixth and Seventh, 
for as the Roots of these are the Subdominant, 
and Dominant, they make consecutive Fifths 
and Octaves with the Base, if accompanied with 
their Common Chords, thus : 




These may be avoided, by making the Notes 
which accompany the leading Note, move thus: 
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Make the Signatare of theKej of- • •; write tbe Scale 
for a Melody ; put the Root or Fundamental Base to each 
Note, and afterwards fill up the Harmony hy tbe Com- 
mon Chords. 



8 
As the figures 5 express the Common Chord, whj are 
3 

thej not placed over the Base Notes in the preceding 

Exercises? 

if every Base Note were fully figured^ it would 
be difficult to read quickly enough to play the 
Chords from them; therefore the figures which 
express the Common Chord are only used to 
contradict others which may have preceded 
them^ or when any Interval of the Chord requires 
an'Accidental, 

Is it then to be understood, that those Base Notes 
which have no figures, are to be accompanied with their 
respective Common Chords ? 

Certainly ; and it must also be observed^ that 

when only one of these figures is used, the others 

8 8 5 
are implied, thus : 5 3, 3, 8, 5, 3, or 

3, 

^u> figures, over a Base Note, each signifies that 

the Common Chord is intended. 
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What is meant ^y &fi| b> ^^ (t? P^^^^ ^^^' or under 
a Base Note ? 

It signifies, that the Tliird of that Base Note 
is to be Sharp, Flat, or Natural. 

>VHte and play Exercise V. 

!Does an Accidental under another Figure, thus, 
^ r. still relate to the Third? 

Yes; for example, jl signifies a Fifth and 

Sharp Third ; L signifies a Seventh and Flat 
JKrd, &c. 

What is meant by an Accidental placed before any 
figure? 

It signifies that the Interval is to be Sharp, 
Flat, or Natural. Thus t> 7> means a Flat Se- 
venth; If 6, means a Natural Sixth, &c. 

What is meant by a dash, drawn through a figure, 
thus4|., 6^? 

It is another method of expressing that the 
Interval so marked is to be sharp : thus, 4f> means 
a Sharp Fourth; f means a Sharp Seventh, &c. 



AND ITS ATTENDANT HARMONIES. 25 

5 — 

What is meant by a dash after a figure; thiiB> o ^^^ 

It is a mark of Continuation; and signifies 
that the Accompaniment indicated by the pre- 
ceding figures is still to remain $ it is also occa- 
sionally used when the Base Note is changed^ to 
denote that the same Chord is to be played as 
before. 




Write and play Exercise VI. 



D 
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CHAP. III. 

OF THE DERIVATIVES Of THE COMMON 

CHORD. . 



How many Charis vm dedired fimm the Cummon 
Chord ? 

Two; the ChMdxtf the Sistfv "^^ ^^^ ^^^^^ 
of the Sixth and Ifewiik. 

How is the Chord of the Shth produced? 

By taking the Third, instead of the Root itself, 
in the Base, thus : 





O: 



S: 



i 



The Root, or Fundamental Base, of each of 
these Chords, is C. 
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How is the Chord of the produced ? 

By taking the Fifth,, instead of the Root, for a 
Base, thus: 



^££a 




The Root of each of these three Chords, is C. 

Is the Performer at liberty to take these and all other 
€hordft in what position he pleaaea^ a& in die Common 
Chord ? 

Yes; provided the Rules (whieh mil be pro- 
gressively explained) are not broken. 

• 

Write and play a Major Chord and its two Derivatives, 
to each Note of Exercise I; remarking, that when the 
Third is taken for a Base, the Chord (>f the 6 is pro- 
duced ; when the Fifth is taken for a Base, the Chord of 

the . is produced. 

Write and play a Minor Chord and its two Derivatives, 
to each Note of Exercise I; remarking, &€• &c. as before. 

D2 
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When a Base Note is marked with a 6, where is the 
Fundamental Base to be found ? 

A Base Note marked with a 6^ is to be con- 
sidered as the Third of another Note ; conse- 
quently the Root is a Third below. 

When a Base Note is marked with the figures ^ 
where is the Root to be found ? 

A Base Note marked ^ is to be considered as 

the Fifth of another Note; consequently the 
Fundamental Base is a Fifth below. 

Write and play Exercise VII. First put the Root^ and 
then the Chord. 

If two or more Base Notes of the same name follow 
each other, and the first of them is figured ; is the same 
Chord to be played to them all? 

Certainly; for the Harmony indicated by the 
preceding figures^ is to be continued until there 
is a Base Note of another name^ or they are 
contradicted by other figures. 

What is meant by two or more following figures, over 
one Base Note ? 
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They signifj^ that as many Chords are to be 
played as there are following figures ; and the 
Root also is changed each time. 



Chords. 



Derived 
Base 



Roots. 




Write and play Exercise VIII. 

Is it necessary that every Soond which belongs to a 
Chord should appear in the Treble? 



No; the sound which is jn the Base^ is fre- 
quently omitted in the Treble^ and one of the 
other Intervals is doubled instead of it : this is to 
be particularly observed when the Third is in the 
Base^ (that is to say^ in the Chord of the Sixth)^ 
especially if it be a Major Third frond the Root : 

Da 
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for example, the Chord of the Sixth upon E^ 
should be written thus, or thus ; 




Instead of 




• Is this rule to be observed every time a Chord of the 
Sixth occurs? 

: Certainly not ; for when the derived Base is a 
Minor Third from the Root, it may be either 
doubled in the upper part, or not : but if the 
derived Base be a Major Third from the Root, it 
should almost invariably be omitted in the right 
hand. 

Write and play Exercise IX. 



\ 
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What is the full figuring of the Chord of the Sixth? 
8 

6 

3 ; but the figure of 6 is only used^ unless the 

other Intervals require Accidentals^ as in Exer*- 
cise X. 

What is the full figuring of the Chord of the ,,p 

8 
6 

4;. but only the figures ^ are comnoonly used. 

Write and play Exercise X. 

What is meant by Coatrary Motion f 

It signifites^ that the Chords ascend, when the 
I Base descends, or vice versa. 




What is meant by Similar Motion? 

Similar Motion implies, that both Chords and 
Base move in the same direction. 
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Wiiat is meant by Obiiqae Motion ? 

It signifies^ that the Chords move^ while the 
Base remains stationary, or vice versd. 

' "*" to i 
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CHAP. IV. 

OF THE DISCORD OF THE SEVENTH. 



What is a Discord f 

A Discord is a Sound which does not {otm 
part of the Common Chords such as a 9, 7^ or 4; 
but the same term is also used to express a com- 
bination of Sounds in which a discordant Note 
is introduced. 

What is meant by the Preparation of a Discord ? 

A Discord is prepared^ when the discordant 
Note has appeared in the preceding Chord ; an 
added Discord^ of course, implies that the Dis- 
cordant Note has not appeared in the preceding 
Chord. 

What is meant by the Resolution of a Discord? 

Every discordant Note has a regulgir progres- 
sion assigned to it, which is termed its Resolu- 
tion ; for example, a Ninth must descend inta 
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the £ighth) a Fourth must descend to the 
Third, &c. 

How is/he Discord of the Seventh produced ? 

l^he Discord of the Seventh consists of the 
same Sounds as the Common Chord (viz. the 
Note itself, its Thurd, Fifth, md Seventh*; 
consequently it is composed of four Sounds, and 
may be taken in four positions. 




As the full figuring of the Discord of the Seventh is 
8 

7; 18 it necessary to use all these figures whenever this 
5 Clnmlisintendetl? 
3 

No ; the 7 alone is sufficient^ and the others 
are only used when required for the same reasons 
as the figures of the Common Chord. (See p. 23.) 

What is meant by a Dominant Seventh ? 

It signifies the Chord of the Fifth of the 
* Obienre, the Sefvatb is a whele Toae b^dw the Octave* 
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Scaie^ ftriutibf it kas been hdase remuclai, is 
alwajfiB a Miyor Cliord)^ ifisMi t4ie JSerenA tddcd. 

Why is it called the Dmmnant SeveiUb ? 

Beouwe U govevm or 4eeide» t)»e Toittt ifftr* 
mony, from its combihing those Soands which 
do not form part of any other Scale. Thus 
G^ B^ Dy and F, cannot all be combined in any 
other Scale than that of C Major, or C Minor. 
Tiie Ma^ Chord of G with the Sev«ftth^ there- 
fore^ is the Dominant of C. 

It appeals tfacOj that liie Domioaot Bevflniii governs 
e(|ually the Tonic Major, or Tonic Minor. 

Certainly 5 but it must be observed^ that in 
the Minor Mode^ the Third of the fimunmt is 
always rtmed by mi itrndetnttxl^ to ftorm the 
Leading-Note of the Scale. 

Give an Example in the Key of - - - - 

Should the dbcordant Note, vjz. the SevenAl^ ascend 
or descend? 

it lanst descend either a Senitoee or a T^uie ; 
this is called tlie ResoliMbion of th^Seve aUi. F«r 
example^ in the Chord of G with the Seveuatfa, 
F must be resolved^ (that is^ descend}^ either 
mto B or £{>•— See the wKte Notes. 
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Is there any rule for the progression of either of the 
other Sounds? 

Yes; the Major Third of the Dominant (be- 
ing the Leading«Note) must ascend a Semitone. 





i 



What Harmony most naturally follows the Dominant 
Seventh ? 

The Chord of the Tonic, either Major or Mi- 
nor: thusGj with the Dominant Seventh, will 
be followed by the Chord of C ; A, with the 
Dominant Seventh, will be followed by the 
Chord of D, &c. &c. 

Write Dominant Sevenths to Exercise I, and let each 
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be properly reaoltcd into the Chord of the Tonic Major, 
and then Minor; mark each Interval with a figure^ and 
avoid writing them all in the same position. 

As it appears that the Root either ascends a Fourth or 
descends a Fifth after the Dominant Seventh, is it the 
same with diose Discords of the Seventh^ which have 
Minor Thirds? 

Yes; the natural progression of all radical 
Base Notes, which have been accompanied with 
Sevenths, is to ascend a Fourth or descend a 
Fifth. 

Write and play Exercises Xt and XII. 
May the Seventh he doubled? 

No discordant Notes should be doubled ; for 
as they have a regular progression assigned to 
them, they would, if doubled, makes Octaves ; 
thus: 




Each F is a Seventh, and must descend to £; 
consequently there are Consecutive Octaves. 

B 
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Wiiat i8« meuit by an untntajfOKl RaMrlitifltt of the 
Diseotd^oCtbe SeTTtttk^ 

It appears from the foregoing Examples^ that 
the natural progressioa of the Base Notes which 
are accompanied with Seventh^ ia ta,asc^d a 
Fourth or descend a Fifth. This is^^ termed the 
Natural Resolution of the Hstrmo.ny. But if the 
Base ascends onTy a Tone/ it is called an Inter ^ 
rupted RescHutionn 







In tkis case the Domimiit Sefeath^ instead 
of rescd^i^ kite .tbe Httmaoiiy of the Tonic^ 
resolves into the relative Minoc 

Play Dominani ,8Ff euchih CO^ Bteoriflfi 1, and let the 
Resolutions he interruptied as ahove. D« not play all in 
the same position. 

Is there any otftic way oT in terfq[itM ig the Resolution 
of the Seventh ? . 

Yes ; b7 maklag^the Base ascend only a Dia- 
tonic Semitene, Uwn : 
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7 b6 




Write and play Exercises XIII and XIV. Point out 
all those Chords of the Seventh which have interrupted 
Uesolutions. 



fi2 
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CHAP. V. 

OF THE DERIVATIVES OF THE DISCORD OF 

THE SEVENTH. 



How many Chords are derived from the Discord of the 
Seventh? 

Three: the e- the a and ^ nsL 

' 5, 4 4. These are pro- 

3, 2 

duced in the same manner as the 6 and ^ are 
produced from the Common Chord. 

How is the Chord of the .produced? 

By taking the Third in the Base^ instead of 
the Root; thus: 




The Root of both these Chords is G with the 
Seventh. 
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IIow is the Chord of the 4 produced ? 

3 

By taking the Fifth in the Base, instead of 
the Root ; thus : 




i 



6 
6 4 
3 



5 ' 



^ 



^ 



i 



The Root of each of these Chords is G with 

the Seventh. 

6 

How is the Chord of the 4 produced ? 

2 

By taking the Seventh in the Base, instead of 
the Root 3 thus: 
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The Root of each of these Chords is G with 
the Seventh. 

Write or play the Chord of the Dominant Seventh, and 
its derivatives to each Note of Exercise I. 

What is the full figuring of the Chord of tlie ?f 
8 

g but g only are generally used. 
3 

When a Base Note bears the figures ^ vybere is the 
Root to be found ? 

A Base Note which bears the figures ^ is to 

be considered as the Third of another Note; con- 
sequently the Root is a, Third below, with a 
Seventh. 

In speaking of the Chord of the Sixth, it was remarkedi^ 
that when the Third is used for the Base, it should not 
appear in the upper part: is this Bule to be observed in 

the l^ 

Yes ; when the Base Note is a Major Third 
from the Root } but when it is a Minor Third 
from the Root, it may or may *i>ot be "^doubled, 
as the performer chooses. 
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Write and play Exercises XV and XVI. 

6 
What is the full fignring of the Chord of the 4 

3? 

6 ^4 

^ but it is generally abbreviated 4 or q 

3; *- 3 • 

Is the figuring of this Chord ever abbreviated in any 
other manner? 

Yes; if the Sixth be raised a Semitone by an 

Accidental Sharp or Natural, a single &, or t| 6^ 

ft 

is considered to express the whole figures ^ 

o 

or 4 
3. 

Write and play Exercises XVII anjJ XVIII. 

Should every sound belonging to the Harmony appeac 

6 

in the Chord uf the 4 

3? 

No ; the Octave oC the Root should be omit- 
ted: for example, 




*4 
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G with the Seventh^ is the Root of D; but no 
G is found in the Chord. 

It appeanr in the preettdtng fixaaii^ey that F, yivhich is 
th^ Beventli of theEoot, is made t<^ asceady instead of 
descending, according to the general Rule — Is this correct ? 

When the Base ascends to the Sound into 
which the Seventh should resolve, the Seventh 
is allowed to ascend by License^ therefore in the 

6 
preceding Exapple, as the Base after the 4 

o 
asceilds'to £> the F, is allowed to ascend: to G. 

Write again Exercises XVII and XVIII, And attend to 
these Rules. 

As the Leading Note of any Scale cannot be a Root, 
on account of its having an imperfect Fifth (see page 17); 
what is to be considered the Root of the Second of the 
Scale^ when it is marked with a 6 ? In the Key of C, 
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for example, if D (which is the Second of the Scal^ be 
marked with a 6, is the Leading Note B, the Root? 




No ; if^ on referring to the supjposed Ro6^ 
(when the figures indicate the derivative of a 
Common Chord) it is found to^bear an imperfect 
Fifth, the real Root is still a Third lower with 
the Seventh :— Thus the Root of D with & 6> 
according to the general Rule^ should be B^ with 
a Com mon Chord y but as B has an imperfect Fifth, 
the Root is G with the Seventh— consequently 
a 6 upon the Second of the Scale must be con- 

6 

sidered as a 4 and the Octave of thelloot, (viz. 

3, 

G) is omitted, according to Rule; 

Write and play Exercises XIX and XX. 

6 
What is the full figuring of the Chord of the 4 

2? 



m 



eaur. v. x/r-ria-jimtaytarvm 



S 
6 

^ . ^ 4 

2; but it is generMy ahhrfliiated either 4 » 

or a single 2. 

Is the figuring •jaS .tbu Chord mjumt abbreviated in any 
other manner? 

Yes ; when the Fourth is raised a Semitone 
by an Accidental Sharp or Natural^ a single 4-^ or 
^ 4, is considered sufficient to express tlie whole 
6 6 

WAiietin^'phiy Exereises^XI'atod XX&. 
'Wfattfiff metmtlrjr passing tiirongh the S^eathf? 

When the Harmony of the Dominant is fol- 
h)we9 by £he Chord of the Tonic, the Seventh 
]s Frequently passed through in this way : 

i l l f f, ' p H 




& 



'r-fll I ,111 



or TRx nueoBix or thb switfra. ^ 

Are two Fiftfas e«tr allawed^to suootcd ettcb otl|et? 

An imperfect, may follow a perfect Fifth in 
descending : 




o: 



H 



i 



6 6 



o: 



s: 



I 



Write and plajr Exercise XXIII. 

Does a siagle 5, ||| 5, oK|t5 over a Base Note, always 
imply the Common Choftl? 

Not if the Fifth so implied He imperfect ; for 
example, if tktrecra na Hetts or Sharps at the 
Signature, all ih^ {bTIowing marks imply impev' 
feet Fifths : 

consequently they cannot be considered as Roots. 
Where then is the Root to be found? 

The Root is to be found in the manner de- 
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scribed in pftge46; therefore the above marks 
are to be considered as abbreviations of the 

figures ^ 

Write and play Exercise XXIV. 

Must the Leading Note, (viz, the Major Third of the 
Dominant), always ascend ? 

Its natural progression is to ascend^ but when 
the Seventh is taken in two following Chords, 
the Leading Note of the First is allowed to de- 
scend a Chromatic Semitone, and forms the 
Seventh of the other ; thus : 




If the Leading Note is in the Base, as in the Chord of 
the ^ is it in that case allowed to descend ? 

Yes, according to the same Rule; for ex- 
ample: 
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m 



^^=1 



In what case may the Seventh be doubled ? 

It is sometimes doabled in the Chord of 

6 

the 4 in preferencci to taking the Octave of the 

3, 
Root: in this case the lowest of the two is made 

to ascend^ in order to avoid the Octaves. 






Write and play £xercise XXV. 
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CHAP. VL 

OF DISCORDS BY SCFSPENSION. 

What is a Discord by Suspension ? 

A Discord by Suspension signifie$5 that one 
(or more) of the sounds belonging to the pre- 
ceding Harmony is retained^ instead of taking at 
once the Harmony belonging to the new Root ; 
by which means the Harmony of the new Root 
is, for a time suspended : thus the Eighth is 
suspended by v^lfiioi^g the Ninth ; the Third is 
suspended by letainiiig the Fourth, 





»a 



Oo\Q gJJ g..;P 



i 



« 8 4 3 

- uI I m ''' '''1 1 



Are these Chords to be considered, excepting the Notes 
suspended, as Common Chords ? 

Yes; the Ninth is only u^ed instead of the 
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Eighth^ and ilM Chord is in all other respects to 
be treated in the same way as if it were not ased : 
— the same is to be observed when the Fourth 
is used instead of the Third. 

May the Discords of the Ninth Had the Fourth be tUKd 
without preparacimi ? 

Generally speaking, they should be prepared; 
although instances may be met with when they 
are not so. 

Must they be resolved ? 

Yes; both Ninth and Fourth must be resolved^ 
by descending either a Semitone or a Tone, 

Write and play Exercises XXVI and XXVIL 

Is there any Rule for the preparation of the Discords 
of the Fourth and the Kinth f 

The Fourth may be prepared by any Interval 
except the Second; but the Ninth must never be 
prepared by th^JBigbth, on account of its making 
hidden Octaves, as may be seen in the following 
Example : 



f2, 
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i 



^-Q- 



M^ 



•88"° 8 



6 9 8 



9 8 



6 

4 9 8 



O O O 



ti ^ f ' >:' II-* P ■ fl 



Prepared by the 
3d. 



Prepared by the Prepared by the 
5th. 8th. 



Write and play £xercises II, III, IV, V^ and VI, and 
insert Fourths or Ninths, wherever they can be admitted, 
taking care to prepare and resolve them properly. 

Are the Ninth and Fourth ever used at the same time, 
instead of the Eighth and Third ^ 

Yes; for example, 




8 8 \-\ 



i 



6 



8 



a— Q-B 



Write and play Exercise XXVIII. 

Write and play Exercises XV and XVI, and insert the 
Discord of the . wherever it can be admitted. 
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Are the Discords of the Ninth and the Fourth^ ever 
used with the Discord of the Seventh? 

7 9 

Yes ; the ^ occurs frequently, but the ^ is 

not often used when the Root is played in the 
Base, though it is frequently so upon one of the 
Derivatives. 

Is the Ninth always a Tone above the Octave ? 

No^ it is sometimes a Semitone; in which 
case it is called a Flat Ninth. It is to be remarked, 

9 

that the y resolves into the Harmony of the 

b9 

Tonic Major, and the *^y resolves (generally, 

but not always) into the Harmony of the Tonic 
Minor. 




f3 
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What is the natural progression of the Root after the 
9 
7? 

It is the same as after a Dominant Seventh, 
viz. it either ascends a Fourth, or descends a 

Fifth ; for m is only a suspension of m con- 
sequently it makes no difiFerence in the progres- 
sion of the Root. 

Write and play Exercises XXIX and XXX. 
What is the Chord of the |j 

5 5 

It is an Inversion of the a for the a sus- 
pends the Common Chord, by taking the Fourth 

5 

instead of the Third in the Treble^ and the « 

suspends the Chord of the Sixth (which it must 
be remembered, is produced by taking the Third 
in the Base) by taking the Fourth instead of the 
TTdrd in the Base ; for example ; 
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Write and play Exercises XXXI, and XXXII. 
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CttAP. V!i. 

OF THE CHORP OF THE DIMINISH"ED 

SEVENTH. 



How is the Chord of the Diminished Seventh produced ? 

It may be ptoduced by takl^ aay Chord of 
the Domlnanl Seventh, and rairfng the Base a 
Chromatic Semitone— thus : 




How does it happen that the same sounds are used to 
accompany G with the Seventh, and Gjt with the 

Seventh ? 

It must be remembered, that no Accidentals 
are to be used unless they are expressed by the 
figures^ consequently the Third, Fifth and 
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Seventh to G, or G||l^ will be B^ D, and F, there 
being no Flats or Sharps at the Signature. If 
the Harmony of the Dominant Seventh were 
required to the G|||, it would be necessary to 
mark it thus : 




C Jl j^c 



i 



As the Chord of the DimiDished Seventh has an imper* 
feet Fifth, (see the Example^) is the Root to be found in 
tlie manner described in page -45 ? 

Yes, excepting that the supposed Root in 
that case appears to bear a Common Chords but 
having an imperfect Fifth, the real Root is a 
Third lower with the Seventh 5 whereas in the 
present instance, the supposed Root bears a 
Seventh ; therefore the real Root is a Third 

lower, with the ^ 



Repeat both Roles. 
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When that which is supposed to be the Root 
bearing a Common Chords is found to have an 
imperfect Fifth, the real Root is a Third below, 
and bears a Seventh. 

When that which is supposed to be the Root 
bearing a Seventh, is found to have an imperfect 
Fifth, the real Hoot is a iThird below, and bears 

9 

Write and play Exercises XXXIII, XXXIV, and XXXV. 



How many Chords are derived from the Diminished 
Seventh? 

^6 6 
Three 3 viz. the v 4. and 4 for example,. 



< 



6, 



3, 





i 





6 


6 


d 


4- 


4 


5 


3 


S 



i 



The figures to all these Chords denote them 
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to be derived from G||j! with the Seventh ; but 
for the reason before given^ the real Root is 

9 

E, with the 7 

Are the same Rules to be observed with these Cbordsy 
as with the Derivatives of the Dominant Seventh ? 

Yes ; therefore when the Major Third of the 
real Root is in the Base^ it must not appear in 
the Treble, neither must the Discordant Notes 
(viz. the Seventh or Ninth of the real Root) be 
doubled. 

Write and play Exercises XXXVI, and XXXVII. 
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CHAP. VIII. 

OF THE CHORD OF THE EXTREME SHARP 

SIXTH. 



How is the Chord of the Extreme Sharp Sixth pro- 
duced ? 

It may be produced by taking the Chord of 

6 
the tf 6 or $ — viz, the 4 —and lowering the 

Base a Chromatic Semitone. 




The Base in this Chord must be considered as 
lowered by License, and the Chord must be 
treated in all respects^ and the Root found, as 
if the Base were not lowered. In the foregoing 

Example, the Root of E, is clearly A with A 
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the Boot of the £]9 mast also be coinideisd the 
same^ the £ being lowered by Lieense. 

What is the natural Resolution of tins Chord? 

Its Besolotion » the saoie as the 9, viz. the 

JRoot ascends a Fourth; therefore the E\f, in 
the foregoing £xample, will resolve into the 
Chord of D Major, and the D\), will resolve into 
the Chord of C Major. 

Is there any rule for the Progression of a Base Note, 
which hears the Chord of the Extreme Sharp Sixth ? 

Yes ; it must descend a Diatonic Semitone, 
and its most usual Resolution is into a Major 
Chord; thus: 




How is the Performer to decide whether the Chord of 
the Sharp Sixth, or the Chord of the Extreme Sharp Sixth, 
is intended ? 

The Signature will determine it, as will be 
seen from the following Example : 

6 
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The plain 6 in the latter case implies the Chord 
of the Extreme Sharp Sixth, the C being Sharp 
from the Signature. 

Write and play Exercises XXXVIII, and XXXIX. 

May the Ninth of the Root be taken with the Chorcl 
of the Extreme Sharp Sixth? (See the White Notes). 




t)5 




LMWl^ 



i 



No} because B\} being the Ninth of the 
Root, descends to A, and thus makes perfect 
Fifths with the Base, which also must descend. 

Is there no case in which the Ninth of the Root can be 
taken with the Chord of the Extreme Sharp Sixth? 

It is sometimes done when an intermediate 
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Chord is inserted between the Extreme Sharp 
Sixths and its Resolution, thus: 




The ^A which is here taken upon the D, 

must be considered as a suspension of the Chord 
of D, for the Root after the E]?, must be D*. 

Write and play Exercises XL, and XLI. 



♦ This is one of many exceptions which might be given to 
the general rules, but the Author has avoided them as much 
as possible in the present little volume ; conceiving that the 
ground-work of Harmony should be first thoroughly under- 
stood, before the varieties of which it is susceptible, are 
attempted to be acquired. 
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CHAP. IX. 

OF CADENCES^ 

How is a common Cadence^ or Close, to be made? 

A Cadence^ in its most simple fbnii^ consists 
of the HanaoDies of the Sabdominant^ Domi- 
nant, (viz. the attendant Harmonies), and To- 
nic ; thus : 




^^m 



sc 



a 



I 



But as the progression from the Chord of the 
Subdominant to the Dominant is harsh,, the 
Tonic Harmony is frequently imerted upon the 
Dominant Base, previous to its own Chord; 

thus: 
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and the Seventh is generally added to the Har- 
mony of the Dominant^ as above. 

* 

Make a Cadence in the Key of - - -, as above described. 

Is there any other way of varying tlie Cadence, and 
avoiding the harshness between the Subdominant and 
Dominant ? 

Yes, by means of what is called the added 
Sixth. 

What is meant by the added Sixth ? 

The Chord of the added Sixth is produced by 
making the Subdominant bear the Chord of the 
Sixth, instead of its Common Chord, by which 
the harshness is avoided. 




Give Examples in different Keys. 

Are the Fifth and Sixth of the Subdominant ever taken 
at the same time ? 

g3 



66 



CHAP. IX. OF CAOBirCEB. 



Yes^ in this manner : 




Is there any other method of varying the Cudence ? 

Yes^ the Subdominant is sometimes raised a 
Chromatic Semitone, and the Chord of the 
Diminished Seventh taken upon it^ thus : 




But this, and others which are to be met with, 
may be considered as variations upon the Com- 
mon or Authentic Cadenee, the basis of whieh 
is, the Subdominant, Dominant, and Tonic. 

What is meant by an Authentic Cadence ? 

When the Tonic Harmony is preceded by the 
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Harmony of the Dommant, it is lermed an 
Authentic Cadence f the kaegoing are all Au- 
thentic Cadences. 

What is meant by a Plagal Cadence? 

A Plagal Cadence sigmfies^ that the Tonic 
Harmony is preceded by the Harmony of the 
Subdominant. 




Give an Example in the Key of - - - 

How is a Cadence to be made in a Minor Key ? 

In the same manner as in a Major Key, viz. 
by the Haimonies of the Sahdominant, Domi- 
nant and Tonic: remarkhrg of coarse^ that the 
Chords of the Subdominant and Tonic are Mi- 
nor, and that the Chord of the Dominant must 
be made Major by an Accidental. 
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The Seventh may or may not be added to the 
Chord of the Dominant, as above. 

Make a Cadence in the Minor Key of 

Is the Chord of the added Sixth ever used in making a 
Cadence in a Minor Key? 

Yes : 




What is meant by a half Cadence? 

A half CadeQce Is made by ending a passage 
upon the Harmony of the Dominant^ preceded 
by the Harmony of the Tonic. 
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Make a half Cadence in the Key of • - « 
How 19 a Cadence to be interrupted^: 

It may be done in the same way that the Reso- 
lutioa of Ihfi Domlnawi tSe^venth i& infprnipted, 
viz. bgpmaknig the BuL-aR30id' s SeuHluiir oc 
Tone, rnsteaJofgoing to theTtefc^ thus: 




There are^ however, many ways of varying, 
as^ell as interrupting tUe Cadence: these may 
be seen in the Exercises. 
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CHAP. X. 

OF THE CHORD OF THE SEVENTH, FOURTH, 
AND SECOND, &c. &c. 



How is the Chord of the 4 produced ? 

2 

It is produced by taking the Chord of the Do- 
minant Seventh upon the Tonic Base. For 
example^ the Chord of G with the Seventh upon 
C in the Base, or D with the 7th upon G in the 
Base^ thus : 




What is the Resolution of this Chord ? 

It resolves into the Harmony of the Tonic ; 
see the above Examples. 
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Write or play the Chord of the 4 and its Resolution 

2 

upon D, &c. &c., taking care to put the proper Acciden- 
tals to the Notes and Figures. / 

Write and play Exercises XLTI, and XLIII. 



6 



How is the Chord of the . produced ? 



4 
2 



It is produced in the same manner as the pre- 
ceding Chord, and differs from it only by taking 
the Flat Mn*/i, instead of the Octave of the 

Root ; for example, G with ^^ upon C in the 

b9 
Base, and D with the 7 upon G in the Base. 




What is the Resolution of this Chord? 

It resolves into the Harmony of the Tonic : 
see the above Examples. 
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Write or play the Chord of the . and its Resolution, 

2 
to Dp &c. &c. ; taking care to put the requisite Acciden- 
tab to the Notes and Figures. 



Write and play Exercise XLIV. 
What is meant by a Pedal Base } 

When one Base Note is held, or repeated to 
several Chords, it is called a Pedal Base ; for 
example : 




8 ;K7 b9 6 jlt7 B 

5 D6 E? 6 §6 5 

3 4 5 4 4 3 

2 3 2 



QP "^ P' II 



All the Discords^ it is to be obseired^ must be 
resolved in the same manner^ as if their respective 
Roots were played instead of the Pedal Base. 

Write and play Exercise XLV. 
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What is meant by a Ground Base? 

It signifies a repetition of several Base Notes^ 
to . which a different Accompaniment is added 
each time. See Exercbe XLVL 



H 
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CHAR XI. 



OF SEQUENCES, &c. 



What is a Sequence? 

A Sequence signifies a succession of one or 
two Chords of the same species, taken upon a 
regular progression of the Base ; most Sequences, 
it must be observed, are accompanied with two 
Notes only in the Treble. 



Give an example of a Sequence of Sixths. 




6 6 6 6 6 6 




By suspending the upper Notes, a Sequence 
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of Sevenths aod Sixths OMf be produced; 
thus : 




6 76 76 



&c. 




t^-rr-n 



This Example may be considered as a varia- 
tion of the former, made by suspending the up- 
per Notes ; but it is more regahir in a Sequence 
of Sevemlhs and Sixths^ to consider the Sixths as 

6 

Chords of the 4, consequently the Boots of the 

3 



foregoing Example are^ 




6 7 7 7 7 7 7 7 



Sic. 



ffli fr prJr j^ H 

This will also serve as a specitocn of a Se- 
quence of Sevenths. 

h2 
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Is a Sequence of Sixths ever used in ascending f 

Yes 5 for example : 




6 6 6 6 6 




This may be varied into a Sequence of Fifths 
and Sixths; thus : 




Write and play I^rcises, XLVI, XLVII, XLVHI, 
and XLIX. 

When Chords are written to Base Notes which are not 
figured, how is it to be ascertained what Chords they are» 
and what are their Roots? 

Reckon at what Intervals the written Notes 
are from the Base^ taking no notice of those 
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Sounds which are doubled; this will give the 
full figuring, from which the Root may be found 
in the usual manner. The essential figures only, 
must be written^ for the reasons already given. 

What is tlie proper figuring «nd Root of 




It must be reckoned in thb manner — F is the 
Seventh^ B the tiiM, D the imperfect Fifth— 

7 
the fuU figuring then is B, consequently a 7 is 

3 

the only figure necessary to be written. The 

Root at first may be supposed to be Gjjjj with the 

Seventh, but for the reason given in page 58^ it is 

9 

E with the 7 

a- 

What is the proper iguriog and Eoot of 




\ 
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£||jiistfae&, B the Thirds D the Imperfect 

Fifth; the full figuring is 5 the essential 

3} 

figures g. the Root C§ with the 7 

What is the proper figuring and Root of 






F is the Sixth, B the Second, D the Fourth ; 

6 . 

the full figuring is 4 the essential figures 9 

2; ^^ 

the Root G with the ^j 

What is the full figuring and Root of 




F is the Sixth, Cb the Flat Third, D the 
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6 

Fourth; the full figuring is 4 the essential 

^' u 

A nQ 

figures u . the Root B \) with the Uy 

Add the requisite figures, and name the Roots of the 
Chords in Exercise L. 
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CHAP. XII. 



OF MODUIwVTION, &c. 



What is meant by Modulation ? 

Modulation implies a change of Scale, by the 
introduction of Roots which do not belong to the 
original one. 

What is meant by a Transition? 

A Transition also signifies a change of Scale. 

What then is the difference between a Modulation and 
a Transition? 

A Modulation from one Key to another, is 
made by using those Chords which are common 
to both, or those which are nearest to them, by 
which the ear is gradually prepared for the new 
Key; but a Transition is made by going suddenly 
from one Key to another; for example, from C 
to A^. 
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&C* &C. 



What are the most usual Modulations? 

The most usual are, from the Tonic to the 
Dominant, Subdominant, or Relative Minor* 

How is it to be ascertained when a Modulation is made 
from one Key to another? 

The most decisive proof is the Chord of the 
Dominant Seventh, (or any of its Derivatives) ; 
this one Chord determines the Tonic from its 
combining (as before remarked), all the Sounds, 
which prove that it is not in either of the Keys 
related to that which is supposed : for example, 
the Dominant Seventh upon G, proves that the 
Tonic can be no other than C (either Major, or 
Minor), for the following reasons : 




i 



^^ 
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The F^ proves k » not in G^ (the Doroi-- 
nant). 

The B^ proves it is not in F, (the Sabdomi- 
nant). 

The Gjf^ proves k is not in A Mtnor^ (the 
Relative Minor). 

Is there any other way of knowing what Key is modu- 
lated into? 

Yes; the Chords of the Subdominant and 
Dominant, combine the Sounds before men* 
tioned^ and thus determine the Tonic. 




Is not the Chord of the Tonic itself a certain indication 
of 9 Key ? 

Not alone $ for example, the Chord of C, is 
common to the Keys of C, G, and F; therefore 
unless it is accompanied with some other Chords, 
it is by no means certain that the piece is in the 
Key of C. 
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In what OABtttr is a Modukitioii U ht mide from the. 
Tonic to the Dominant? 

By raising the ibarth of tke Scale a Chrasia* 
tic Setnitane | therefore a Modnlation from the 
Key of C, to the Key of Gj ii made by iatrodtic* 
iogF|j|L The return from the IKunioant to the 
Tonic, must be made by lowering the Seventh 
of the New Scale a Chromatic Semitone ; con- 
sequently the return from 6 to C^ must be 
made by introducing F(t. 

Modulate from the Key of- - • to its Dominant, and 
back again. 

How is a Modulation to be made from the Tonic to 
theSubdominant? 

Exactly the reverse of the former ; that is to 
say, in order to modulate from the Tonic to the 
SoMomiBant) the Seventh mott be lawerad a 
Chioinatic Semitooe; and to letum, tbePoorth 
of the Sabdominanl most beraianl again t thcfe- 
fore a liodnlation from the Key of C, to the 
I&3fy<>fF, mist be wade by introdiicing B^s 
and the return from F to C^ iiy ntroduciog 

Modulate from the Key of • • -, to its Sabdominant, 
■nek back tigaio. 
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How is a Modulation to be made from the Tonic to its 
relative Minor ? 

By raising the Fifth of the Scale a Chroma- 
tic Semitone ; therefore a Modulation from the 
Key of C^ to the Key of A Minor^ is made by 
introducing Gjjjl; and the return must be made 
by introducing G \f.. 

Modulate from the Key of —-to its relative Minor, 
and back again. 

How are other Modulations to be made? 

The methods of modulating from one Key to 
another, are so various^ that it is impossible to 
give any general rule. 



The Author thinks it necessary to remark) 
that the subsequent Examples and Observations 
upon Modulation^ are not inserted as models for 
imitation ; but are introduced for no other pur* 
pose than to give the Student a habit of thinks 
ing upon the subject. 



A Modulation may be made from any Major 
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Chord to its relative Minor, by taking the Chord 
of the Bj apon the Semitone below ; thus : 




/ 



By this means, therefore. Modulations may be 
made from the Tonic, either to its relative Mi- 
nor, or the relative Minors of its Dominant, or 
Subdominant. 

A Modulation from any Major Chord to its 
Dominant, may be made by taking the Chord of 

the 4*-, (viz. the #) upon the same Base Note. 




From any Minor Chord, a Cadence may be 

I 
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easily made, either in its owo Key ; into its re- 
lative Majors or the Dominant of its relative 
Major; thus: 




I li' fi a 



^o 8- 



i 



6 
6 4, 




sr 



;e=g 



7 
3 

a: 



o: 



i 




i I ^K" 



SSI 



g=s 



^^^ 



Se 



■fj p^ 



S: 



H 



Any Major Chord^govems equally the Tonic 
Major or the Tonic Minor; for example, the 
Chord of C, governs F Major, or F Minor. 
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Some ModuTationsdremacbi^biy changing the 
Tonic Major to the Tonic? Mtnpr ; 




or vice versd. 



By changing a Doininant Seventh i|;^to a Di* 
minished Seventh, a Modulation niay he ipade 
into the relative Minor : 




By an interrupted Resolution of the Dominant 
Seventh, a Modulation may he ia^e into the 
Minor Sixth of the Scale ; thus Q with the 
Seventh, is the Dominftl^t of Ci-btt| by the inter- 
rupted Re^Iution, it goes into A}X^ 

'12.. 
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The Chord of the Extreme Sharp Sixths re- 
solves into the Major Cliord of the SemitoQe 
below ; in the Key of C^ therefore^ the & upon 
the ToniCi will resolve into B Major; upon 
the Dominant, into Fj^ Major ;^ and upon the 
Subdomihant, into E Major. 



^' <^ y ^. I I 'n V ff II 




_!_ » .« » * 
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Exercise L. is inserted, to show in what man- 
ner a Modulation moiy be made from the Key of 
C, to every Note of the Chromatic Scale, Mf^ 
and Minor : — ^Each piece should be Widtten or 
played several times, and the Student should 
add a different termination eac^.time, in the 
following manner : 

To those which are from C to a Major Key, . 

» 

First, make the Cadence in the Key desired. 
Secondly, make a Cadence in the relative 
Minor. 

Thirdly, in the Dominant of the Key de- 
sired. 

Fourthly, in the Subdominant of the Key 
desired. 

To those which are .marked from C, to a Mi- 
nor Key; 

FrksT, make a Cadence io the Key desired. 

Secondly, in the relative Major. 

Thirdly^ in ihe Dotmnanl ^of Ae relative 
Major. 

The Ca&aeea sbp^ {^ v^rifil^ H^d ^oasiour 
ally interrupted ; the Student should also ,Im^ 

i3 
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required to modulate from C, to any other Key^ 
in another and less sudden OEKmner than that set 
down. When this is done with a tolerable de- 
gree of facility, Exercises may be given in the^ 
foUowik^ manner : 

Modulate from the Key of* • (Major or Minor) to tlie 
Key of- - (Major or Minor), and back again. 



. What is meant by writing in parts? 

. It signifies writing for several voices or instcu-^ 
ments ; each part is geaerally written on a sepa> 
rate Staff. 

What is Counterpoint? 

C!ounterpoint is the art of arranging the sounds 
Wonging to the Harmony, so that each has it 
proper progression. 

What is Simple Counterpoint? 

Simple Counterpoint implies^ that the Notes, 
in each part are of equal duration. 

What is I%arative Counterpoint ^ 

Figurative Counterpoint implies^ that the parts 
consist of Notes differing from each other in 
value. 
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What are Passing Notes? 

Passing Notes are those which move from one 
Harmony to another, without forming a com- 
ponent part of either. 

What is meant by Music in Score ? 

It signifies a piece composed for several Voices 
or Instruments (or both), written on several 
Staves, one over another, according to the 
number of partSj so that the whole which is in- 
tended to be periformed by the several Voices or 
Instruments, may be seen at one view. 

What is meant by playing from Score? 

Playing from Score, signifies playing Music 
written as above described, and giving as nearly 
as possible the general efieet of the whole com** 
positidn upon one Instrument. 

What is meant by Tasto Solo, or T. S. ? 

It signifies, that the passage which is so 
marked, is to be played exactly as it is written ; 
that is to say, no Chords are to be struck. 

How is a passage to be played which is marked Ukis? 

It literally means^ that all the parts are ia 
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unison, and no Chords are to be played ; but as 
Unisons cannot be produced upon one Instru- 
ment, the passages so marked are generally 
performed in Octaves. 



, In the foregoing pages, it has been the Author's 
great endeavour to unite the utmost brevity with 
th^ Pupil's Instruction. Should he be found to 
have erred in this respect, he will still flatter 
himself, that they who have made themselves 
well acquainted with his Work, will find no 
difficulty in understanding other Works, 
which, from their extent, admitof much greater 
detai). 



EXERCISES. 



These Exercises are intended to be copied 
upon a music slate^ or upon music paper, leav- 
ing one Staff for the Chords. All the Intervals 
should be marked with Figures, until the Pupil 
has acquired a facility of naming them when 
either writing or playing; after which they may 
be discontinued. 

When the errors are pointed out and eor-^ 
rected, the Pupil should play the Exercise aatt 
is written ; after which it should be rubbed <mt 
and written again, perhaps several times. Lastly, 
the Pupil should play Chords fvom the Ba9e 
only, until a tolerable degree of accuracy is 
acquired. 

The Author recommends that this pliin should 
be pursued with each Exercise, before the Pupil 
proceeds to the next* 
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Exercise I.* 
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Exercise II. 
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* A Bar and Pause are placed between the Base 
Notes^ to shew that the Chords in this Exercise are to 
be considered quite unconnected with each other. 
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The following Exercises are to be copied on 
the middle one of three Staves ; the upper Staff 
for the Chords, the next for the derived Base, 
(that is,, the Base which is to be played), and 
the lowest for the Fundamental Base, which is 
to shew from whence the Chords are derived. 
(This is not to be played). 

EXERCISK VII. 
r 



Chords. 



m 



Derived 
Base. 

Rooty or 

Fuodamen- 

talBase. 
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6 4 3 
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EXBRCISB VIII. 
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EXERCISB IX. 
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Exercise X. 
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Exercise Xll. 
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Exercise XV. 
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Exercise XVI. 
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Jnst published, 

For the Use of Students of THomouGH-BASB, to correspond 

in size with Aia Work, 

A COLLECTION OF 

OLD AND NEW PSALM TUNES ; 

CONTAXVIVCy AMONG OTHEKS, 

ThoH which are sung at the Church of SL Jmnee, 

Weetmmster. 

SELBCTBD AND COMPOSBD BY 

3. F. BURR0W5S. 



ALSO^ 

THE PIANO-FORTE PRIMER, 

COVTAINIVO THE 

RUDIMENTS OF MUSIC. 

This Work proceeds so far as to enable the Pupil to 
ascertain what Key any piece of Music is in, and to form 
any Major or Minor Scale. 



CLEMENTI'S GRADUS AD PARNASSUM ; 

Or, The Art of Playing on the Piano-Forte; ex- 
emplified in a Series of Exercises in the strict and free 
Styles, Vol. I. Price 1/. If. 

CLEMENTl'S APPENDIX 

To his Introduction to the Art of Playing on tlie 
Piano-Forte. Price 1/. If. 

CRAMER'S NEW EXERCISES. 

" DuLCB ET Utile," consisting of Six Movements, in- 
tended as Practices for the Piano-Forte. Price 12f. 

A COLLECTION OF CANONS, 

Of various species, of Two,Three, Four, and Five Voices, 
by William Hobslet, Mas. Bac. Oxoo. 

BURROWES'S OVERTURE, 

As performed at the Philharmonic Society and 
other Concerts, arranged as a Duet for two Performers 
on the Piano-Forte, by the Author. Price 4s. 

LATOUR'S PRELUDES. 

Preludes, in a progressive Style, for the Piano-Forte, 
composed for the Use of Young Ladies, by T. Latour, 
Pianiste to His R. H. the Prince Regent. Price 5s. 

MOZART'S OVERTURES 

To Zauberflbte, Le Nozze di Figaro, and II Don Gio- 
vanni, arranged as Quartets, for the Piano-Forte, Flute, 
Violin, and Violoncello, by J. F. Bubrowes. 



BURROWES'S AIRS, WITH VARIATIONS, 

For the Piano-Forte, No. 1, 2, 3, 4, 5, atid 6; also, 
Young Love, with Variations; Oh Lady Fair, and I Love 
Thee, with Variations for two Performers on the Piano- 
Forte. 

LE CHASSE-ENNUI. 

Introduction and Polacca for the Piano-Forte; also. La 
Belle Circassienne, Peruvian Air, Parisian Rondo, Mol- 
davian Air, &c. &c. by J. F. Bubrowes. Also, 

THREE SONATINAS, 
With Popular Airs for the Middle Movements, Op. 10. 

EASY LESSONS, 

Containing many Popular Airs, with the Fingering 
, marked for Beginners, Op. 11. 

SELECT AIRS FROM MOZARPS OPERAS, 

. For the Piano-Forte, with a Flute Accompaniment ad 
lib. — Ten Numbers are already published, and will be 
continued. 

CABINET OF HANDEL, 

Consisting of his most celebrated Chorusses, arranged 
for the Organ or Piano-Forte, with the Words added (to 
the latter Numbers), in order that those who are not 
possessed of the Scores, may enter more fully into the 
spirit of the Compositions; in Forty Numbers — to be 
continued. 



HAYDN'S CHOBUSSSS, FROM THE CREATION. 

The Praise of God, Achieved is the glorious WoriL, 
and tlie Heavens are telling, arranged in the same style 
a9> the preceding. 

THE PRAISE OF GOD, 

For Harp and Piano-Forte, with Flute Accompani- 
ment ad lib, 

BURROWTES'S TRIO FOR THREE FLUTES, 

&c. 6cc. &c. 



l^n4(Mit PriBttd by B. M'MUIm, J 
ll«w.Sti«et, CWent-Garieii. ) 
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